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. AND ART.

M. Francois Picabia, of Paris, at The Tribune's lm’italion.t

Fares Forth into New York's Highways and Makes
a Mental Collection of Impressions of the Great
City of the Western World—The Moods
Which These Impressions Cause He Ex-

presses Here in Line and Form.

pauinters represented at
Exhibition of

t International

Modetn: Art. at the 6ith Regiment Arm-
ory, is M. Francois Pleabla, of Paris.
He {= at present in  this city, and

1 pose to extend his first visit to
New York till the end of the present
month, If not beyond it, because there is
g0 miuch to see here, and—he Insists upon
this particularly—he finds here so many
men and women who are seriously inter-
ested In the theories, the practice and
the alms of the different modern painters
whoss gactivities are somewhat loosely

and al! 100 n.mprvhl‘:ul\'ﬂl}' described a8

“post-impressionism.” The term itself, 0 |

M. Pleabia says, is practically unknown
in France, but he has accepted Ii as suf-
ficlent unto its purpose, which is that of
clear and ready first classification. M.
Picabla's painting, "“ILa Danse A la
Eource,” shown at the armory exhibition,
it 18 worth while chronicling, has been
bought by a prominent American col-
loctor, and will not be returned to ¥France.
The picture }s most lkely the first can-
vas of the ultra-moderns to find a perma-
nent place in Amerlca.

M. Picabla, it may be ndded, has always
suld, just as he has always painted. He
began to handle brushes and colors at the
#ge of fourteen: he exhibited at the salon
of the Artistes Francais and at the Balon
d'Autfmne before lie was seventeen. lle
Is & sociétaire of both these artistic
hodies now, and the French government
lias purchased one of his earlier paintinga
for the Luxembourg, and others, and en-
gravings of the Mid4, for the Petit Palals.
Twelve years ago he was an impression-
ist; his evelution was graduanl and, as
he will prove to whoever will listen to
him, logical. lfe talks well, with true
French clearness of |deas and their ex-
presslon, ¥ the clearcst of modern lan-
Euages, In which thers can bs no misun-
derstanding of meunines. And he talks
with enthusiastic eonvictian,

v 1 his visit 1o us, i8 a8 thorough
& hellever in his thearjes and the ultd
tnate acceptance of the pew departure in
valntng as he ts himself. She can dis-
course upon them af eloguently as he,

y 3 g

and with @ clirity that proves her full

uinde sndi |
lerstanding of, #s well as her thorough |

gympathy with the movement in its wid
oft gense,  Madame has, moreover, the
-.ll'l\'alﬂ\u:" of belng able to discourse of
post-impresrglonism™  In exceptionally
fluent English and German. Her tech-
el vocpbulary in Loth these languages
16 remarkably large, and always readily
8t her command. So fur as propaganda 18
coneerned, she lterally doubles her hus-
band's resources, and I8 {u constant de-
mand where the obstacle of a forelgn lan-
Euage threatens to bring misunderstand-
Ing or at least non-comprehension. Mme.
Pleabla, by the way, s a grandnlece of
the great I"rench poet Lamartine,

IMPRESSIONS OF NEW YORK.

The Tribune presents to-day o its read-
ErE the firet “post-impresglonistic” jletures
of New York ever made. M. Plcabla mada
them ut the invitation of the paper, and
therehy hangs a story., The plan, as out-
liued by the Bunday editor of The Trib-
une, provided for plctures by the French
Painter of certaln characteristic features of
the ¢lty's outward appesarance and life—
the expression of his impression of & sky-

. Seraper, of the beauty of our City Hall,

f the most widely discusscd!of the daily afternoon appes

runce of Pea
covk Alley, of the mnounted polleeman at
Fifth avenue and 34th street, hix lLiorse
| and the majesty of the trafMe regulat
| behind him, one of the best kuown fizure
in the clty's street life, alrepdy celebratayd
by an American artist. Thus vpportunity

would have been given for direct com
{son between the old and the uew in
painting, and this part of the programine
was to lmve heen carrled gtill further by
& Picabla portralt of a model mude
known to the whole country by our {llus
trators, and, possibly, by a post-lmpres-
glonist picture of a couple of caban
dancers. It was a worthy scheme, but

M. Plcabla explained.

SUBJECTIVE, NOT OBJECTIVE.

M. Picabia does not paint objectively
he expresses moods produced in him by
what he sees, Clear, as always, in his ex
planations, he grasped Immediately upon
the most {llustrative case now within our
reach, that of the “Nude Descending o
Btaircase” at the armory. Here, he polr
ed out, ig the fundamental error of those
who seek to know and understand with-
oul the proper approach. In this picture,
which g0 many have heen scrutinizing in
arder to find both the woman and the
stalrcase, nelther s represented. No at-
tempt 18 made at depiction, at ohirctive
presentation. The plcture expresses the
mood produced In the painier's nemory
hy B view of a nude descending a Might of
stalrs. Just so, In M. Pleabla’s pictures
of New York here presented, we are 1o
look, not for topography, for alijective yes
production, but for monds expressed in
form. Thelr expression would be clearor,
of course, If color were added to the form,
but even sn, if the beholder can recognize
11 one of these drawings New York's tow-
ering helghts and sharply cut skyline, »
view of Its electric power houses gud in-
dustrial establishments  from e Fast
River, it 18 not becausge the artist de 1itet
ately haz sought 1o reproduce them, Lt
uf their hmpregsion

hecguse the vividness

has made them a salient part of D ool
The explapation of this hnpression b
be true, it may bLe due to the desipe o

B M. Pleabin  contents  Ninseld with
asking us to look,
alwavs with a peadiness |
riood Of the other lmpressions repros
duced on this page vo attempted  inger-
pretution 1s glven. They most spoak fo
themsalves, 17 they gpenly wt all, but the

certulnly sNEEest an intens Hyjectivits
af mood on the part of the

ind o Keop on looking,
(THE L o the

prad ity il

the question whether sush =ubje
pression I8 evor likely 1o 7
Mere M. Pleabla 18 ready with an

others
| {ngentons  explunation, oOF, rather, vone-
P risoi.
ABSOLUTE PAINTING.
vcabln 19

he comparison which M. Pl
fondest of making s that with ahsoluts
The rules of musical composition
ara sufficlently hampering
(UL

musie
he polnts oul,
In themselves to the compose '8
or call 1t Inspiration. Words, as of SONEY,
still further confine hia vislon ol melody,

though they glve in the heginning

even
oo

the impression that' evokes the
Bongs without words, the cxpression
the impression made on him by a greal

ol

veul feelf tol

poem without the necessity of following
in musieal form the lterary form of the |
poet, leave him far freer, give his Hl'»-:

jectivity far wider scope. Modern com-|

posers have rebelled against the old fel
ters: modern painters have begun to feel
the same need of & freer, an absolute
method of expression. Hence, “post-im-
pressionism,’” which refuses anltogether to
te bound by objectivity, by lterul repro-
duction of the object seen, In connection
with the mood. the after-finpression, re-
celved and fixed on the canvas, A com-
poser may be Inspired by a walk in the
country, says M. Plcabls, and produce &
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'This Leading Painter of the Newest of the New Schools Ex-}
plains That the Secker for Enlightenment Must Not
Seek for Depiction or Objective Presentation in
These or Any Other Pictures Which He
Makes--He Will Find Many Who
Will Cordially Agree with Him.

Frastiora Ihoes wttempt a literal re-spontaneous, ever-varying means of ex-
Lion of cesion tn form and color waves, accord-

of fol nig to the commands, the needs, the in-

: spiration of the {mpression, the mood ree

colvedl,  Objective expresslon is strictly
I rod. He even ignores form as far as
NIy rusEible, seeking “color harmonies.” Har-

equilibrium are his device,

of eolor and

von it i painting, oo, o o "
WOH 158 WY ! : ! The “futurists’ are, according to M.
A 1y ap tior 1 mding | 1 '
v I am Picabia, a strictly Itallan school, whose
the days Lo coms M. Pical HELT L b - . :

fleader i Stgnor Marinettl, who is not a

thant Flat foresiw the coming of this .
i painter, but & man of letters, They have |

ndeestanding of the absalute in form fan i

salocted the wrong medium, however, ac-

1 and aquotes
4, and quol cording to M. Pleabla; they seck to re-

ving that ""=olt P
b ' produce movement in painting, whereas

ani color, a

lils peport of
il Ing forth at e painting 18 essentially statlc.
Lration. are beawtitul, not in thelr rel
tion to other sounds, but in themselves, Many are the remarks overheard at the
taken by themselves, and they have wry exhibitfon, from assurances that
themselves the power of giving delight.” | will =eo that there is something in

i it von will only leok long enough' to |
of absolute dissent and posl-

vase of flowers and places it on a tahle

s, perhaps, & brass bowl Letter than {t locks.  His theorles of his

Reside 1t he pos | 2

ar YreERonte It » o

and soma other ohjects, having reg rd | art, presented with ealm nvietion, ara
r {nides ¥

throughont for light, o nd, above all, for) most Interesting indesd, but the practics

OBJECTIVE PAINTING. eapress|

. Picabia hns a weualth of picturesqte | tive  dislik It wus the late Bill Nye
omparizons at his command, and con NPy A YR il EIRGA: Nds W
tinually arrests the attention with striking [ discovery that “the strangest thing about
' statements,  Take an objective painter, classieal music is that it is so much bet-
savs, and wiateh him preparh 1 st } WGBS MotEBS ek
eot Tor. may.n Nt e Yk taken & | the unltinted may eay of M. Pleabla’s
l;-..q cublsm  that it “listens” so much

|

nroportion and That Ts when Be 5] the results—are bevond the understand-

veally painting his pleture, when he is ing of the average heholder. Wherefore,

roully “composing,” receiving his in |-r.-.~-|1"- too, like the sdvanced commentators

<l --|..|r|-.|'.: his subjective moml,  The '_H the exhibition, invites us tn *‘keep looks

objective purt of his work is dons il P WA RS assurance that gooner or
later we shall see

to give expression

]
|
|

¢« mow | |

Instead ‘

that reomi

1 to thit

STILL WORKING. 1

that  tnod

e
l-l' thius allowlr s insplration to guain

its full value and signtflcance, he sits Tliere s no pose about M Pieabia; |
down and reproduces 1t with a varying | ahove all, i doeg not for a moment wish

he has formd the deal means of expres-
gom for his theory of painting and |Is]
which is to appeal as directly ns;

ing more or less than a copyist, a pho-
tographer of hls own wirk He kills
within himself its subjective values, or, 4t ! misston,
hest, secks to give them expression fol- ;[---.-m'!-lv to the spirit The rapporf, "".
Ihrmf by ohjectivity, Or, ngafn, consider | sympathy to I establishad hetween the
tha ease of the portradt painto He | painter and the beholder need be no snval
studies his sitters from every point of [ explicit (han that hetween the compos=er
Then he bes | and the listener, =0 long a% it s as inti-
'

degree of Wtoralness.  He becomes noth ln 1o bhe understood that he belleves that

| view, gathering Impressions

pins to experinent with poses, draperies, | mate and uplifting Many strange deov
Ilfg!ll effocts, seeking to helghten the ime- | trines are proached in these days of ine
| pressfon nlready revelved frome the sitter !1-.|--.. tntellectual acilvity ; many siranze
Lilmself. At last he is content with pose, | eults are pr vetlued, Man is still the m

|'i|-.l|1pll|--_ backeround, Wehts—his pleture | ure of sl things What pleases Al
| Is there. But why, then., go to the troubls Picabia most in this city s the =inecerily

|f\f painting i, of copying i, that =7 1 | of the interest In the modern moveiant

the work he has done, findshed in all its | evinesd by the men and women he meein
details, 18 to beneflt him, e must prove d | hore. Ha does not hide the fact that onr
from 1t and beyond i His real work I fenoranee of it meaning and inwardness
thei s o communicate to others the | ik greal. b i, he lds, it Is no greater
]l wwakened fn b than that of the Parigian wha, more-

alitnn supers

It 8 from this mechanival objectivity | over hin ¢ #uooth, eosmog
tlelinlity that g s with smiling amiabll-

Terense Thers are absolite valies hece of [ ity ove the gurface of things without
eolor and form infinitely more vaduable to | ecaring for the ketnel of them part of the
us and leading ug mueh further than the l intellectunl  #ocizl game 8o gracefully
literal one “Weo have done with syvin- | played over there, whereas with us there
bollsm, with Werature, with lternlness, | I8 soriousness and honesty of purpose.
whivh was the tirst | And ths man best informed on this whola
And M. Plea- | revolition in the art of painting, the man
who, according to M. Picabia. shiould he
made 1o leetures upon it willy-nilly, s an
smertean and & New Yorker, Mr. Alfred
Hiieglitz. The article préegented here must
be taken as the expression of the post-
Impression received from a talk with M,
Pieabia by a newspaperman who does not
claim to be of the inner circle, who, in
{uct, feels, ‘in the retrospect, again de-
cidedly ghaky as to his standing just be-
vond the threshold. At the same time he
ia willing to confess that the theory, as
expounded by both M, and Mma. Pleabia
—exeept the “high spots” It hits with din-
concerting frequency—"listened” dectded-

that the moderns ar sevking o break

with Impressionism
step upward <in painting”
bl is convinesd, firmly convineed, that in
the end the world will see with his eyves
and understand, as it has learned 1o hear
and apprecliate the new nusi

A LITTLE HISTORY.

The movenent, as we have just learned
from M. Pleabia, started with impres
gloplsm.  Then eame neo-lmpressionism,
whose leader I8 Slgnac: then cubism,
whileh =ought a geometrie third Jdimen-
ston In palnting, the expression of things |
seen In geometrical Ngures. Hul & prurely
subjective art cannot, of course, be

bound by any form of expression the mo-
ment that expression hecomes w conven- Iy well to him, a layman who has since

tlon, an established body of laws with louked and looked with the most honor-
accapted values. Therefore M. Pleabla able intentions without succeeding ln‘
his cut loose from cubism, and Is what, | making an understanding mentel or emo-
agaln for handy clagsification-—-an avil | tional connection with the waves of M-i
habitffrom which we cannot emancipate lute-color and form that play so vital &
oursetves may perhaps best be called | part in the report of the long con

rpost-cublst,” Wwith entirely unfettered, "tion given u_._m"‘ T o=
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